Perspective in a box by Agnes Verweij
Nexus Network Journal 12 (2010) 47–62 Nexus Network Journal – Vol. 12, No. 1, 2010 47
DOI 10.1007/s00004-010-0023-7; published online 9 February 2010
© 2010 The Author(s) This article is published with open access at Springerlink.com
Agnes Verweij 
Delft University of 
Technology  
Faculty of Electrical 
Engineering, Mathematics 
and Computer Science 
Mekelweg 4 HB04.090 




century art; representations 
of architecture; didactics; 





Perspective in a box 
Abstract. Perspective is an optional subject for students of some 
levels in Dutch secondary schools. A proper final task on this 
subject is the analysis of existing perspective drawings or paintings. 
This task is sometimes supplemented by a more creative and 
challenging assignment, that is, the design and construction of a 
perspective box. A perspective box is an empty box with, on the 
inner sides, perspective pictures giving a surprising spatial effect 
when observed through the peephole. The students who take up 
the challenge are in the first place inspired by the six still existing 
antique wooden perspective boxes, especially because they were 
created by Dutch seventeenth-century painters of architecture and 
interiors. In this article the setup of the perspective in these boxes 
will be discussed. But for a clear comprehension, we begin by 
reviewing the principles of linear perspective and their 




Fig. 1. Anonymous, Perspective box with the interior of a 
Protestant church, between 1655 and 1660. Front view.  
© National Museum of Denmark, Copenhagen 
Soon after the middle of the 
seventeenth century, the 
perspective boxes of Dutch 
painters of architecture and 
interiors enjoyed a brief period 
of popularity. These are empty 
wooden boxes with, inside on 
the walls, perspective paintings 
of the interior of a house or a 
church. Only six perspective 
boxes still exist,1 three of which 
are in the collection of the 
National Museum of Denmark 
in Copenhagen. Figure 1 shows 
one of the two triangular boxes 
from this museum that display 
the interior of a Dutch church. 
The peephole is in the middle of 
the front panel, decorated with a 
trompe-l’oeil painting. The large 
square window above it provides 
the necessary light. When the 
painting in the box is observed 
through this window, as in fig. 
1, the picture looks odd. For 
example, the beams of the 
church are all bent in the 
middle.  
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Looking through the peephole, the beams are suddenly straight and everything else in 
the interior fits too (fig. 2). What this figure can not convey properly is the surprising 
spatial effect that the perspective in the box gives when the picture is observed through 
the peephole. 
 
Fig. 2. Anonymous, Perspective box with the interior of a Protestant church, between 1655 and 
1660. View through the peephole. © National Museum of Denmark, Copenhagen 
In this article we will discuss the setup of the perspective in this and other 
seventeenth-century perspective boxes. But first we will review the foundations of linear 
perspective and use them to derive how perspective images can best be viewed. 
Looking at perspective 
The woodcut of Albrecht Dürer (1471-1528) shown in fig. 3 demonstrates the basic 
principles of displaying in linear perspective. The artist observes a three-dimensional 
object with one eye from a fixed vantage point through a flat plate of glass, the picture 
plane. His eye is fixed with a tripod in this case. The artist now traces what he sees onto 
the picture plane. Put differently: he records the intersection points of the picture plane 
with the (straight) lines of sight from the eye to the points of the object to be displayed. 
In Dürer’s time some construction rules were already known that, especially for 
straight-lined objects, made the use of a glass plate wholly or partially obsolete. With 
these rules it was also possible to draw or paint imaginary three-dimensional objects in 
perspective. The construction rules were based on properties of linear perspective, such 
as: 
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x Straight lines that are parallel with the picture plane are displayed as straight 
lines, while preserving their direction and proportions of distance along the 
lines; 
x Of straight lines that are not parallel with the picture plane the direction and 
proportions of distance are not preserved; they are displayed as semi-lines of 
which the end point, the so-called vanishing point, depends on the direction of 
the original line. 
Vanishing points are discussed below. Right now our point is not whether a 
perspective drawing or painting has been constructed or simply created in the manner of 
fig. 3, but how to observe the result. From this figure can be understood that you see 
‘depth’ in a two-dimensional perspective image when you look with one eye from one 
specific vantage point. That vantage point is precisely that point at which the artist, in 
reality or in theory, held his eye. 
 
Fig. 3. Albrecht Dürer. Woodcut in Underweysung der Messung mit dem Zirckel und 
Richtscheyt, Fourth Book. Nürnberg: Hieronymus Andreae, 1525 
Unfortunately, perspective paintings in museums are often mounted such that you 
would have to crouch or stand on a chair or even a ladder to be at the right eye level. And 
even if the height is correct, it is practically never communicated to the public from 
which point on that correct eye level they should be observing. Now people today will 
rarely complain about this; photography, film and television have given them extensive 
experience in interpreting perspective images seen from ‘wrong’ angles. But when 
painting in perspective became an important specialty in the seventeenth-century 
Netherlands, people naturally did not have that experience yet. 
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It is unsurprising, then, that in that period the circles of the Dutch painters of 
architecture and interiors thought up the perspective box as a way to force ‘good’ viewing 
in a natural way. With the peephole in the correct place, a hole so small that you cannot 
look through it with two eyes, things simply work. An additional advantage is that the 
observer of the images in the perspective box cannot be distracted by his environment. 
When the images are not only on the wall opposite the peephole, but also on the sections 
of other walls visible through the peephole, the observer even gets the illusion that he is 
part of the pictured scene. 
Vanishing points in linear perspective 
Before we discuss the perspective in the seventeenth-century perspective boxes that 
still exist, we will review the required knowledge of vanishing points. We assume a 
situation where an artist uses a glass picture plane to display a line l which is not parallel 
to the picture plane. We also assume that he uses a sequence of points A1, A 2, A 3, … 
along l and chosen such that their distance to the picture plane grows unbounded. The 
points where the lines of sight from the artist’s eye O to A1, A 2, A 3, … intersect the 
picture plane we will call A1ƍ, A 2ƍ, A 3ƍ, … . These points lie on the perspective projection 
l ƍ of l  (fig. 4). 
 
Fig. 4. The vanishing point V of a line l  that is not parallel to the picture plane. Drawing by the 
author 
First we note that the angles that the lines of sight OA1, OA 2, OA 3, … make with l 
get smaller and eventually approach 0. So, if n approaches infinity, the direction of OAn 
and with it the direction of OAnƍ will approach the direction of l. 
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It follows that the sequence A1ƍ, A 2ƍ. A 3ƍ, … converges to – and that lƍ therefore ends 
in – that point V of the picture plane for which OV is parallel to l. This point V  is called 
the vanishing point of the line l. Based on what was already stated about the relationship 
between the eye of the perspective artist and the ‘correct’ viewpoint of the observer of a 
perspective image, the result can also be formulated like this. 
Theorem: The vanishing point V of a straight line l is the point of 
intersection between the picture plane and the line of sight drawn from 
the ‘correct’ point of view parallel to l. 
This theorem is similar to the third theorem asserted and proved by the seventeenth 
century Flemish mathematician, physicist and engineer Simon Stevin in his treatise Van 
de verschaeuwing [Stevin 1605] to which we return in a subsequent paragraph. 
 
Fig. 5. The vanishing point V of a horizontal line l that is not parallel to the picture plane. 
Drawing by the author 
If l is a horizontal line, for example a line in the horizontal ground plane (fig. 5), then 
the theorem implies that the vanishing point V of l lies on a horizontal line of sight. This 
line of sight then lies in the so-called eye plane, the horizontal plane through the eye O, 
and V then lies on the horizon, the line of intersection of the eye plane and the picture 
plane. 
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Distance points 
Now we examine the situation in which the picture plane is vertical, while the object 
to display in perspective – aside from lines that are parallel to the picture plane – is 
characterized by lines perpendicular to the picture plane and a number of lines in 
horizontal or vertical planes that are at a 45° angle to the picture plane. A situation like 
that is shown in fig. 6, where ABCD.EFGH is a cube. From the theorem above it follows 
that the line of sight to the vanishing point of the lines perpendicular to the picture 
plane, is also perpendicular to the picture plane. In the figure these would be the lines 
AD, BC, EH and FG. So this vanishing point is the perpendicular projection of the eye 
point O onto the picture plane. This point is called the central vanishing point, indicated 
with the letter P. In these cases the central vanishing point is on the horizon.  
 
Fig. 6. Vanishing points in the perspective of a cube with edges perpendicular or parallel to the 
picture plane: the central vanishing point P and the distance points D1, D2, D3 and D4. 
 Drawing by the author 
Fig. 6 also shows four vanishing points of lines that are at a 45° angle with the picture 
plane: D1, D2, D3 and D4. The points D1 and D2 are the vanishing points of diagonals of 
the horizontal sides of the cube, D1 of BD and FH, D2 of AC and EG, and therefore lie 
on the horizon. D3 and D4 are the vanishing points of diagonals of vertical sides of the 
cube. All diagonals of these sides are at 45° angles with the picture plane and with the 
direction perpendicular to the picture plane. According to the theorem the same then 
holds for the lines of sight OD1, OD2, OD3 and OD4. The triangles OPD1, OPD2, 
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OPD3 and OPD4 therefore have two 45° angles and one right angle and it then follows 
that OP=PD1=PD2=PD3=PD4. The distance from the eye point O to the picture plane is 
equal to OP and therefore also equal to the distance between P and the points D1, D2, D3 
and D4. This explains why the points D1, D2, D3 and D4 are called distance points. 
When he has recorded the position of his eye O relative to the picture plane, the 
perspective artist can use this knowledge to determine the central vanishing point P and 
the distance points D1, D2, D3 and D4. He can then use these points as vanishing points 
of the characteristic lines of the object while constructing the perspective image. Anyone 
who wants to look at perspective drawings or paintings correctly should then look for the 
vanishing points of those lines that were perpendicular to the picture plane and a 
vanishing point of lines in a horizontal or a vertical plane that were at a 45° angle with 
the picture plane. Combining the same knowledge and these points the correct eye point 
O can be derived. 
One-point perspective 
The seventeenth-century Dutch painters of architecture and interiors almost certainly 
did not have the knowledge about vanishing points in the form presented above. They 
were only familiar with the construction rules for those objects and their positioning 
relative to the picture plane where the central vanishing point and the distance points on 
the horizon serve as vanishing points, primarily by the books of examples by Hans 
Vredeman de Vries. Yet Simon Stevin’s Van de verschaeuwing, the first thorough treatise 
on perspective in Dutch (with translations in Latin and French), was published in the 
same year that Vredeman de Vries’ second book was [Vredeman de Vries 1604-1605; 
Stevin 1605]. However, Stevin’s treatise was published in a mathematics book and books 
like that were unknown to painters. Besides, the perspective theory of Stevin would have 
been too hard to understand for them because of the mathematical background it 
required [Andersen 1990; Andersen 2007].   
Mostly they used one-point perspective, which is perspective in which the 
characteristic lines are parallel or perpendicular to the picture plane, such that these lines 
either have no vanishing point, or have the central vanishing point as their vanishing 
point. Well known examples are the living rooms of Johannes Vermeer (1632-1675) and 
the churches and church interiors of Pieter Jansz Saenredam (1597-1665) in which the 
picture plane is always parallel to one of the walls of the displayed building or interior. 
The distance points on the horizon are merely vanishing points of the diagonals – or, if 
the tiles are laid diagonally, of the edges – of square floor tiles and sometimes of the edges 
of a single diagonally placed piece of furniture. 
The same holds for the vertical walls of the two surviving rectangular perspective 
boxes from the seventeenth century. One of these is the box with the interior of a Dutch 
house of around 1670 which is in the National Museum of Denmark in Copenhagen 
(fig. 7).  
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Fig. 7. Anonymous, Perspective box with the interior of a Dutch house, between 1665 and 1675. 
Front view, without top panel. © National Museum of Denmark, Copenhagen 
Of this box, the front panel with the peephole and light opening is lost.2 The 
unknown painter has been rather lax with regards to perspective. He has displayed every 
standing wall of the interior almost completely on a corresponding side of the box. He 
did, however, paint parts of the tiled floor on the vertical sides of the box. It is interesting 
that the painting of the tiled floor does not extend to the bottom of the box, while this 
would have been easy to do. The bottom of the box is actually a horizontal picture plane 
and therefore parallel with the displayed floor. Therefore the tiles could simply have been 
displayed similar to their actual form. Maybe the painter in fact has done so, whereas 
later on for some reason the bottom of the box was replaced by the current one, in which 
only rectangular carvings indicate the tiling. 
For an image of the other rectangular perspective box we refer to the website of the 
museum that has it: the National Gallery in London.3 This box was made by Samuel van 
Hoogstraten (1627-1678), probably between 1655 and 1660, and shows the interior of a 
Dutch house. The original front panel with the light opening has not survived. This box 
is special in that it has two peepholes, one in the left and one in the right side wall, at the 
same height and close to the front of the box. So while constructing the perspective of the 
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left part of the tiled floor on the far wall Van Hoogstraten has had to take into account a 
different central vanishing point and other distance points on the horizon than for the 
right part of the floor on the far wall. The painter hid the bad seam between both parts 
with a round carpet, a chair and a pillow fallen off the chair. The images on the floor and 
the ceiling of the box presented less of these issues. As explained above, square floor tiles 
should simply be painted square and the parallel beams on the ceiling stayed parallel in 
the painting. However, Van Hoogstraten did not leave it at that: he painted parts of 
(vertical) chair legs and a sitting dog on the floor. But these are only visible from one 
peephole. Because of this it was always clear which of the two peepholes’ perpendicular 
projection onto the floor of the box should be used as the vanishing point for the vertical 
lines. Both [Andersen 2007] and [Jensen 2007] have an extensive discussion of the 
perspective of this box. 
Two-point perspective 
The books of Vredeman de Vries also show several images in the perspective that 
forms when the vertical picture plane is set up such that it is at 45° angles with the 
vertical walls of the building or interior to display, as shown, for example, in fig. 8.  
 
Fig. 8. Figure 24 from Hans Vredeman de Vries, Perspective, First book [1604] 
In these cases two distance points on the horizon are the significant vanishing points, 
while the central vanishing point serves a diminished role. With this special case of two-
point perspective, called diagonal two-point perspective, a more lively effect can be 
achieved than with a one-point perspective, while the required knowledge of vanishing 
points stays the same. Still, only a handful of painters in seventeenth-century Holland 
tried their hands at this kind of perspective. These were mainly painters of church 
interiors, for example Gerard Houckgeest (ca. 1600-1661). 
This makes it special that two of the preserved perspective boxes showing the interior 
of a Dutch house each have two standing walls that are painted in diagonal two-point 
perspective. These are the triangular perspective box in Museum Bredius in The Hague, 
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and the pentagonal perspective box in the Institute of Arts in Detroit.4 The first dates 
from about 1670 and is ascribed to Pieter Janssens Elinga (1623 - before 1682), the 
second from 1663, maybe like the box in London by Samuel van Hoogstraten. The 
perspective of the box in The Hague will be discussed extensively below. We can be brief 
about the perspective of the box in Detroit: the front-most, rectangular part is 
perspective-wise comparable to the rectangular box in Copenhagen, the back part has the 
same shape as the perspective box in The Hague and the perspective of this part is 
constructed in the same way. 
Angles other than 90° and 45° between the vertical walls of an object to display and 
the picture plane in Dutch paintings of architecture and interiors are only found in the 
two perspective boxes with church interiors kept in Copenhagen. The side panels of these 
triangular boxes are painted in non-diagonal two-point perspective. We will revisit this 
after discussing the perspective box in Museum Bredius.  
The perspective box of Museum Bredius 
 
Fig. 9. (Attributed to) Pieter Janssens Elinga, Perspective box with the interior of a Dutch house, 
circa 1670. Front view. © Museum Bredius, The Hague 
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The only seventeenth-century perspective box still present in the Netherlands is on 
permanent display in Museum Bredius in The Hague. The triangular box, which dates 
from around 1670 and is ascribed to Pieter Janssens Elinga,5 shows the interior of a 
rectangular entrance-hall of a Dutch house. The front panel with the peephole in the 
middle and the light opening above, has not survived.  
Fig. 9 shows a front view from great distance. The box is 82 cm high, 84 cm wide 
and 42 cm deep.6 The side walls are at a 90° angle with each other and a 45° angle with 
the front of the box. This made the walls perfect for displaying a rectangular interior in a 
diagonal two-point perspective, which is actually what Elinga did, even though in his 
other known paintings he always used one-point perspective. 
To understand the perspective of this box we can imagine that the painter worked 
with a glass box of the same form and shape in a real, existing rectangular interior. It is 
clear then that the perspective of the painted bottom and ceiling of the box is of the same 
simple kind as that of the rectangular box of Van Hoogstraten in London discussed 
above. The legs of the chair partly displayed on the floor have the perpendicular 
projection of the eye O onto the bottom of the box as their vanishing point. This central 
vanishing point lies in the middle of the front edge of the bottom of the box. 
 
Fig. 10. Top-down view of the imaginary situation of a glass box in the interior displayed in fig. 9, 
not showing the right proportions. Drawing by the author 
More interesting is the perspective on the side walls of the box. Fig. 10 shows a top-
down view in which, for clarity, the perspective box and the tiles are drawn bigger in 
relationship to the size of the interior. The perpendicular projections of the eye onto the 
side walls have been marked with P and P ƍ and the distance points on the horizon with 
D1 and D2, to the left, and D1ƍ and D2ƍ to the right. These points are all in the eye plane, 
which is the horizontal plane through O. We can see that, because of the unusual shape 
of the box and the way in which it is positioned in the interior, the lines of sight OP and 
OP ƍ are parallel to the edges of the diagonally placed floor tiles. From the theorem 
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formulated above then follows that the central vanishing points P and P ƍ are the 
vanishing points for those edges on the left and right side walls of the box, respectively.  
Also, figure 10 shows that the shape of the box and the position of the peephole make 
that the points D1 and D2ƍ lie exactly on the connection between the side walls and the 
front of the perspective box, while the points D2 and D1ƍ coincide with the connection 
between the side walls. These distance points are more important for the perspective on 
the side panels than P and P ƍ. After all, OD1 and OD2ƍ are not only parallel with 
diagonals of floor tiles, but also with the horizontal lines on the back wall of the interior. 
This makes D1 the vanishing point of these lines on the left panel, and D2ƍ the vanishing 
point of these lines on the right panel of the box. Line of sight OD2=OD1ƍ is also parallel 
with diagonals of floor tiles, but moreover this line is parallel with the horizontal lines of 
the side walls of the interior. So the point D2=D1ƍ is the vanishing point of these lines on 
the side panels of the perspective box.  
Fig. 11 shows a cut-out of the sides of the perspective box with a sketch of the 
principal lines of its painting. The figure also shows the horizon and the vanishing points 
mentioned above. Use this figure to verify that the construction of Elinga’s diagonal two-
point perspective coincides with what has been said before about vanishing points of the 
characteristic horizontal lines of the walls and the floor of the interior. It turns out that 
the extensions of the upper and lower edge of the left window go through D1, while those 
of the left door go through D2. 
 
Fig. 11. Cut-out of the sides of the perspective box of Elinga with the principal lines and points of 
the perspective. Drawing by the author 
Fig. 11 can also be used – without having to go to The Hague – to see the effect that 
the perspective of the side walls of Museum Bredius’ box gives when properly observed. 
To do this, enlarge the figure (preferably to A3 format or equivalent) and print the 
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enlarged figure on thick paper or cardboard. Fold the print along the axis of symmetry. 
Hold the result open such that both halves, like the side walls of the perspective box, are 
at a 90° angle with each other. Hold the figure vertically and look at it with one eye level 
with the drawn horizon, from the point that is at that moment the middle of the 
connecting line segment between D1 and D2ƍ. People with glasses may need to observe 
from slightly closer or farther. Try until a rectangular interior with a floor of diagonally 
laid square tiles appears. 
The boxes with church interiors 
The perspective box mentioned first in this article, with the interior of a Protestant 
church (see figs. 1, 2) is triangular like the box in Museum Bredius, but has less ‘elegant’ 
angles. The side panels are 119 cm high and 75 cm wide, the front panel is 68 cm wide, 
which means that the side panels are at an angle of 54° with each other and an angle of 
63° with the front. Just the two side panels are painted. The unpainted floor panel is 
invisible as seen from the peephole. The box was created in the period from 1655 to 
1660, the painter is unknown. The same goes for the pendant of this box with the 
interior of a Catholic church, also in the National Museum of Denmark in Copenhagen. 
As mentioned, the two triangular perspective boxes in Copenhagen are unique within 
the seventeenth-century Dutch interior painting arts with regards to the perspective on 
their side panels. In these boxes, neither the principal vanishing points nor the distance 
points on the horizon are the vanishing points of the important horizontal lines of the 
displayed interior. This is evident from fig. 12, where a top-down view sketch is shown of 
a glass box of the same shape placed in a rectangular area such that the top-down view is 
symmetric. Just like in the church interiors, we did not place the tiled floor diagonally.  
 
Fig. 12. Top-down view of the imaginary situation of a glass perspective box like those of the 
National Museum of Denmark in a rectangular interior with square floor tiles. Drawing by the 
author 
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In figure 12 we have indicated the principal vanishing point and one of the distance 
points on both side panels of the perspective box: P and D2 on the left, and P ƍ and D1ƍ 
on the right. Now the lines of sight to these points are not parallel with the edges or 
diagonals of the square floor tiles or with the horizontal lines on the side walls of the 
displayed interior and these points therefore do not serve as vanishing points of those 
lines. We have indicated the vanishing points of the horizontal lines on the back wall of 
the displayed interior and the edges of the floor tiles parallel to them in the figure with 
V1 and V2ƍ, and the vanishing points of the horizontal lines on the side walls of the 
interior and the other edges of the tiles with V2=V1ƍ. Note that these vanishing points 
again lie on the edges of the panels of the perspective box. We call the vanishing points of 
the diagonals of the floor tiles W2 and W1ƍ. Fig. 12 shows that these points are not the 
midpoints of the line segments V1V2 and V1ƍV2ƍ. By the way, the unknown painter of the 
Copenhagen perspective boxes would not have concerned himself with the placement of 
W2 and W1ƍ. He does not seem to have attempted to construct the tile floor exactly (see 
fig. 2). 
Modern perspective boxes 
Towards the end of the seventeenth century, the general public appeared to have lost 
interest in perspective boxes. After that, they were no longer made in that particular 
form. In current Dutch secondary education they play a renewed part, because 
perspective has become an optional subject in some mathematics courses.7 With this 
subject the construction of a perspective box turns out to be a popular final project that 
gives nice results. 
The students in question are inspired not only by seventeenth-century perspective 
boxes. Also folding cardboard perspective boxes with the interior of a bakery that were 
around 1980 in the Netherlands only locally and briefly in use as pastry boxes (fig. 13), 
serve as motivating examples.8 These boxes had a peephole, which made them function 
the same as the seventeenth-century perspective boxes. When figure 13 is enlarged so that 
it is 34 cm high and 26 cm wide and printed on thick paper or thin cardboard, a baker’s 
box to scale can be obtained with a bit of cutting (don’t forget the slits of the peephole 
left and right) and folding. When observed through the peephole, the baker’s legs are no 
longer strangely long and the cupboard up against the wall on the right side is just 
rectangular. Drawing such a rectangular cupboard, spread across three side panels, is a 
good exercise before students make their own perspective box. 
Students usually use a shoe box without the lid as the basis for such a perspective box. 
They make a peephole in one of the small vertical walls. This way the perspective is 
comparable to that of the rectangular perspective box in Copenhagen and the baker’s 
box. The students replace the old-Dutch interior of a house or the bakery with, for 
example, displays of their own bedrooms or their school. Some shoe boxes can be folded 
and unfolded multiple times without any trouble. This is useful while drawing, checking, 
erasing and re-drawing. Those who want to attempt the challenge of making a triangular 
box with a right angle like the seventeenth-century perspective box in The Hague or 
maybe even with acute angles like the two perspective boxes with church interiors in 
Copenhagen, have to first create a box in that shape. In these cases it is even more 
important that the box be easy to fold and unfold. Mistakes while applying the 
construction rules are more easily made than with rectangular boxes, so checking often 
through the peephole is even more recommended. 
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Fig. 13. Cut-out of the baker’s box 
That students sometimes do not construct the hardest parts of their perspective boxes, 
but rather just wing it while they are looking through the peephole, should be forgiven. 
Doing that they follow in the footsteps of the seventeenth-century perspective painters 
and the unknown twentieth-century artist of the baker’s box.  
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Notes 
1. More data and images of surviving perspective boxes than this article contains can be found in 
[Andersen 2007], [Blankert 1980], [De la Fuente Pedersen 2005], [Jensen 2007], [Koslow 
1967] and [Leeman 1975]. Only [Andersen 2007] and [Jensen 2007] also have a thorough 
analysis of the perspective in the discussed box, which is in both cases the perspective box made 
by Samuel van Hoogstraten. 
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2. In [De La Fuente Pedersen 2005] it is claimed, unfortunately without a solid argument, that 
this perspective box had three peepholes (p. 158). 
3. Data and images of this perspective box can be found at: 
http://www.nationalgallery.org.uk/cgi-bin/WebObjects.dll/CollectionPublisher.woa/wa/work? 
workNumber=ng3832. 
4. See http://www.dia.org/the_collection/overview/viewobject.asp?objectid=48296. 
5. For the works of Elinga in the collection of the Museum Bredius, the perspective box among 
them, see: http://www.museumbredius.nl/schilders/elinga.htm. 
6. All the literature about this box, even the Museum Bredius catalog [Blankert 1980] and 
website, swap the height and width of the box. 
7. One of the courses uses [Verweij and Kindt 1999] as study material, sometimes augmented 
with [Verweij 2001]. 
8. With thanks to colleague Hans ter Heege, Freudenthal Institute, Utrecht, who saved a number 
of baker’s boxes and gave one to the author of this article. Unfortunately we have not been able 
to find out who made the perspective drawings for this box and who, if anyone, holds the 
copyright. 
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